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ABSTRACT 
 
As we enter the second phase of creative industries there is a shift away from the early 
1990s ideology of the arts as a creative content provider for the wealth generating ‘knowledge’ 
economy to an expanded rhetoric encompassing ‘cultural capital’ and its symbolic value. A 
renewed focus on culture is examined through a regional scan of creative industries in which 
social engineering of the arts occurs through policy imperatives driven by ‘profit oriented 
conceptualisations of culture’ (Hornidge 2011, p. 263)  
In the push for artists to become ‘culturpreneurs’ a trend has emerged where demand for 
‘embedded creatives’ (Cunningham 2013) sees an exodus from arts-based employment 
through use of transferable skills into areas outside the arts. For those that stay, within the 
performing arts in particular, employment remains project-based, sporadic, underpaid, self-
initiated and often self-financed, requiring adaptive career paths. Artist entrepreneurs must 
balance creation and performance of their art with increasing amounts of time spent on 
branding, compliance, fundraising and the logistical and commercial requirements of 
operating in a CI paradigm. The artists’ key challenge thus becomes one of aligning core 
creative and aesthetic values with market and business considerations. There is also the 
perceived threat posed by the ‘prosumer’ phenomenon (Bruns 2008), in which digital on-line 
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products are created and produced by those formerly seen as consumers of art or audiences for 
art. 
Despite negative aspects to this scenario, a recent study (Steiner & Schneider 2013) 
reveals that artists are happier and more satisfied than other workers within and outside the 
creative industries. A lively hybridisation of creative practice is occurring through mobile and 
interactive technologies with dynamic connections to social media. Continued growth in arts 
festivals attracts participation in international and transdisciplinary collaborations, whilst 
cross-sectoral partnerships provide artists with opportunities beyond a socio-cultural setting 
into business, health, science and education. This is occurring alongside a renewed 
engagement with place through the rise of cultural precincts in ‘creative cities’ (Florida 2008, 
Landry 2000), providing revitalised spaces for artists to gather and work.  
Finally, a reconsideration of the specialist attributes and transferable skills that artists 
bring to the creative industries suggests ways to dance through both the challenges and 
opportunities occasioned by the current complexities of arts’ practices.    
 
 
Keywords: creative industries, culturpreneurs, (performing) artists, cultural spaces, 
transdisciplinary practices.  
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Early definitions and key concepts – 1990s and early 2000s 
For at least a century, professional dance has been placed securely within the domain of 
the arts. However, the last two decades has seen a fundamental shift in the realignment of 
culture and economics in which dance as a career, along with other artforms, now sits at the 
margins of a new paradigm – the creative (or cultural) industries. This article provides an 
overview of an evolving context, along with an examination of the challenges and potential 
opportunities that the creative industries present for dance and the arts.   
As Loacker (2012, p. 128) states, a ‘governmental transformation’ of the arts was  
introduced by the Greater London Council in 1992 and referred to as the ‘cultural industries’, 
later morphing in 1997 to the ‘creative industries’ as part of Blair’s ‘creative economic policy 
to bring the arts into the economic and welfare sectors’. A seminal definition by the UK 
Creative Industries Mapping Document in 1998 described creative industries as ‘those 
activities which have their origin in individual creativity, skill and talent and which have the 
potential for wealth and job creation through the generation and exploitation of intellectual 
property’ (in Flew 2012, p.9). Later definitions became more prescriptive, listing areas of 
creative industries as ‘consisting of: advertising, architecture, publishing, radio and TV, 
design, film, music, software and computer services, computer games, designer fashion, crafts, 
performing arts, and the arts and antiques market’ 
(http://www.niassembly.gov.uk/Documents/RaISe/Publications/2011/Culture-Arts-Leisure/ 
9311.pdf )  
As the term became part of government policy speak around the world, common 
characteristics emerged which fore-grounded ‘a form of (individual) creativity that could be 
transformed into “valuable” economic, social, human and cultural “capital”’ (Townley, Beech, 
and McKinlay 2009, in Loacker 2012, p. 128). Creativity was linked to the ‘knowledge 
economy’, representing ‘a future in which economic and social development would be based 
increasingly on knowledge’ (Hornidge, 2011,p. 254). An inevitable consequence of this 
linkage were government policies in which the economy, as Vandenburghe states, 
‘increasingly interpenetrates culture and transforms it into a commodity’ (2008, p. 892). 
Another central driver during the first phase of the creative industries was the growth of 
technology, which allowed for the crucial establishment of instantly accessible global 
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networks and interactive exchanges via Web 2.0 and beyond. Whilst this development seemed 
to present greater opportunities for artists and designers, it also posed a threat as the creation 
and production of culture was democratised in a way that blurred the roles of the professional 
and the amateur. A fundamental re-positioning of culture accompanied the rhetoric of a new 
world in which the arts would be integrated into a more broad-based, functional, networked 
and (by default) better renumerated environment; one where entrepreneurial activity by the 
individual or in collaborative incubator enterprises would be the hall mark of a successful 
creative industries practitioner.  
 
Entering the second phase - a focus on culture 
According to Cunningham (2013), recent research finds that the first wave of creative 
economy rhetoric has been exaggerated in both the size of the sector and in its economic 
impact in terms of employment for artists (although designers in particular have benefitted 
greatly from the rise of creative industries as an economic sector).  
The second phase of creative industries shifted from the first in at least two significant 
ways. Firstly, references to the ‘knowledge’ economy were sometimes replaced by the 
‘cultural’ economy, ‘defined by those products, services, and establishments that relate to 
education and entertainment and are of high symbolic value’ (Grodach, 2012, p.75). Thus 
‘cultural capital’ was employed alongside the now familiar knowledge economy, with the 
underlying premise of ‘creativity’ and ‘innovation’ still underpinning all creative industries 
activity. This may place more attention on artistic aspects of the creative industries sector, but 
the colonisation of art and culture into an economically driven market still forms the basis of 
most government policies. 
Secondly, the continued and indeed increased commodification of culture has led to the 
rise of the branding imperative (including self-branding) through a more openly competitive 
arts practice in which artists’ ‘talents, competencies and project ideas are all compared, 
evaluated and ranked’ (Loacker 2013, p. 129),in ways similar to other commodities in the 
market place. Loacker argues that this has resulted in the ‘entrepreneurial transformation of 
the arts’ (op.cit; p. 127). 
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Social engineering of the arts through policy imperatives – a regional scan  
 
The above combination of the early and more recently acquired key concepts, 
occasioned by the rhetoric and reality of the creative industries, reveals global trends 
embedded in government policies which are engineering changes in cultural and artistic 
practices. Nevertheless, definitional boundaries around creative industries policies are not 
always clear cut as reflected by differing interpretations in various countries. What is common, 
however, is what Hornidge (2011, p. 253) refers to as the ‘profit oriented conceptualisations 
of culture today’. 
In this policy setting, similarities predominate and whilst this brief summary of trends 
may appear somewhat reductive, it nevertheless provides useful comparisons. According to 
Hartley (2005), in the United States creativity is driven by the commercial market and 
consumerism, and this is also true in the United Kingdom, which spawned the original 
definitions of creative / cultural industries. However, according to Hornridge (2011, p. 256) 
Europe still tends to be more ‘caught up in traditions of national culture and cultural 
citizenship’, with continued substantial government funding for the arts in the wealthier 
countries.  
In Asia, Singapore’s cultural policy is ‘built on the three platforms of knowledge society, 
creative industries, and global city’ (Hornidge, 2011, p. 273) reflecting what Kong and Yeoh 
(2003, p.174) term an ‘ideology of pragmatism and survival’. Recent shifts in Singaporean 
government cultural policy propose to support experimental arts by ‘the money-making’ arts 
(such as films, media and design) ‘to build cultural capital’ claiming that ‘humanities, arts and 
culture are now moving to the centre of government attention’ (ibid, p. 277), despite the 
ongoing domination of imported rather than original production. Echoing a similar binary 
economic pragmatism, Yau Lin Foo (2012, p. 73) refers to the prevailing view in Hong Kong 
‘where the arts are seen as “spenders” and the economy as “earners”’. The author argues for a 
re-thinking of this paradigm ‘through multiple alternatives that provide a new social 
imaginary’....  founded on the unknown and exemplified in the arts’ (2012, p. 75). 
Taiwan provides parallels to both Singapore and Hong Kong. Beginning in the 1990s 
with the ‘culturalization of industries, industrialization of culture’, Chung (2012, p. 340) notes 
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that Taiwan’s CCI (cultural and creative industries) policy ‘has been driven by the broader 
economic rationale of pursuing international competitiveness’ (ibid). According to Chung 
(2012, p. 344) Taiwan has now entered a ‘new discourse centred on a culture-based approach’ 
that proposes a value-added model in which the ‘knowledge-based economy should be at the 
core of innovative design in production, especially artistic and aesthetic creation’. This 
bridges the gap between the first and second phases of creative industries placing artistic 
concerns alongside knowledge economy imperatives.  Since 2011 the rhetoric around CCI in 
Taiwan (as in many other countries) has centred on ‘strong brand development’ and the 
importance of cross-sector collaborations with ‘sustainable network models of cultural and 
creative production’ (ibid. 2012, p. 352). 
Sweaney (2012, pp. 58-59) puts forward the premise that Australia primarily views the 
creative industries as part of ‘the emerging services economy,’ purportedly ‘adding value to 
commercialisation, distribution, marketing and design in all sectors of the economy’. 
Nevertheless, despite funding cuts, Australia still invests quite heavily in culture and the arts, 
albeit with an altered and more ‘applied’ and ostensibly corporate agenda. The United 
Kingdom has savagely curtailed its arts funding expenditure, cutting the Arts Council budget 
by 30% (ibid). Perhaps surprisingly, Germany ‘is set to increase its arts spending for the 
eighth consecutive year’ despite a downturn in the economy, with German Cultural Minister 
Bernd Neumann viewing such spending not as a subsidy but ‘an essential investment in the 
future of our society’ (ibid.). Thus it would seem from these trends that the second phase of 
CI has reappraised the social and cultural value of the arts as being a fundamental part of the 
landscape, whilst retaining economic outcomes through innovative and creative activity as the 
central core of its philosophy.     
 
Rise of the culturpreneur: rhetoric and reality of the artist entrepreneur   
With the second phase of creative industries being tempered by the rise and valuing of 
‘cultural capital’, what does this mean for our artists who are expected to become successful 
‘creative industries entrepreneurs’? One thing it does mean is less work as artists. Recent 
research into the arts and humanities have revealed that whilst the creative economy is 
outpacing general economic growth in many developed countries, employment for creative 
industries workers in the arts is very low, being mainly project-based and unstable 
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(Cunningham 2013, http://www.creative-campus.org.uk/), and exacerbated by an over-supply 
of graduates. According to Cunningham, a new breed of highly-trained CI workers, often 
simply called ‘creatives’, may start their arts career predominantly on a project basis but tend 
to move away from CI sectors and become  'embedded creatives'. Transferable skills acquired 
through training and practice in specialist arts areas - such as flexibility of thinking, problem 
solving, collaborative teamwork skills and adaptability - are repurposed for work in areas 
outside arts-based creative industries sectors; for example, in public and corporate 
environments such as health and business.  
A major challenge therefore is how to keep more of these ‘creatives’ trained in the arts 
to grow that sector rather than use their skills to move into non-arts sectors. Only a small 
number of artists, mainly dance and music performers, are employed full-time in permanent 
companies and organisations, and in dance, security of employment comes to an end when 
they are still relatively young. According to Grodach (2011, p. 75), most artists’ work ‘is 
project- rather than product-based....[and]tends to be characterized by high turnover and rapid 
change’. Sporadic employment means artists and other cultural workers rely for survival on 
building for themselves ‘“flexible career paths” – many hold multiple, short-term jobs, are 
self-employed, and work across multiple art and commercial culture sectors’ (ibid.). Often 
these jobs include teaching part-time in their specialist arts area, or work totally outside the 
cultural sector. 
In the team-based performing arts arena, the creative industries project-based 
environment has seen increased opportunities for small scale producers / arts managers to 
provide infrastructure and partnership support to artists (McKee and Silver, 2012, pp 19-23). 
This intermediary role often eclipses that of the artist, ironically relying on a similar 
transferable skills-set that includes multi-tasking, repetitive work, intuition, and undertaking 
tasks which engage in critical analysis and theoretical understandings ‘in provocative and 
complex ways’ (Caldwell 2008 in McKee and Silver, 2012, p. 22). According to McKee and 
Silver (2012, p. 23) the differentiating factor is that the key work of a producer is 
‘understanding audiences or mastering distribution models’, whereas for the artist 
conceptualising and creating the work to be distributed remains central. 
Does the increased role of the producer, curator or agent benefit artists? As highly 
trained artists move to less frequent project-based, self-initiated and often self-funded work, 
the ratio of artists to such support personnel is low, with small-scale producers representing 
Taiwan Dance Research Journal 9 
───────────────────────────────────────────── 
8 
only a handful of artists. Despite providing a supportive structural and administrative platform, 
these intermediaries tend to financially disadvantage the artist who must pay a percentage of 
their meagre income to the producer / agent. On the positive side agents / producers may 
obtain work for their artist clients that they may not have otherwise sourced, and without their 
support, artists are on a treadmill of spending more time managing and distributing their work 
than making and performing it.  
Despite the rise of the small-scale producer /arts manager to support a fortunate few, 
artists are increasingly required to be self-entrepreneurial and to develop individual branding 
(Loacker, 2013, p. 129) in order to enter the creative industries market-place, rather than what 
has formerly be seen as entry into the arts profession. Becoming what Loacker (op. cit, p. 124) 
coins a ‘culturpreneur’ entails skilling up on a new set of competencies including the 
mandatory requirement of risk-management, insurance, public liability, as well as media 
distribution, fund-raising and so on; roles previously undertaken by administrative, production, 
technical and marketing support staff. Due to the necessity for greater self-sufficiency in 
managing their career at every level, artists are constructed in a CI context as ‘culturpreneurs’, 
effectively having to operate as micro businesses, with their profession lauded as a ‘role 
model in testing hyper-flexible, dynamic and network-orientated forms of work’ (Haak 2008,  
Menger 2006, in Loacker 2013, p. 140). 
 
The artist’s challenge – balancing creative industries imperatives with core artistic 
values 
In re-defining arts workers as ‘culturpreneurs’, the assumption is that the creative 
industries sector will deliver significant economic as well as artistic outcomes for its artists. 
Whatever the nature of the outcomes, both Throsby (1994) and Steiner and Schneider (2013, 
p.27) suggest that overall economic growth will increase the number of artists. But this does 
not necessarily mean that artists will be better off. On the contrary, partially due to the growth 
in creative arts graduates entering the profession, artists’ incomes derived from their creative 
work has steadily declined, and along with that, reduced opportunities for philanthropic or 
public subsidy. As a result, artists are increasingly reliant on strategies such as crowd sourcing 
for developing and producing their work. Unfortunately this has, as yet, failed to raise the 
kinds of substantial revenue previously provided by government and private funding. 
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Thus, it is clear that artists continue to significantly subsidise their artistic practice 
through other non-arts related work. Contributing to this tendency is the ‘very high extent of 
self-discipline, commitment and engagement’ that artists demand of themselves (Loacker, 
2013, p.137) in the pursuit of excellence and artistic autonomy. This then begs the question: Is 
‘culturpreneurial’ code for self-exploitation?  
The resultant tension becomes heightened by a more philosophical and ideological 
challenge. Whilst artists may conceive of themselves as embracing the CI ‘ideal of the 
flexible and empowered individual’, at the same time they may reject ‘current governmental 
strategies like the promotion and competition of marketisation’ (Loacker, 2013, p. 125). In 
other words the culturpreneurial model, in claiming to align creative, aesthetic and market 
considerations, reveals instead a schism between ‘generous idealism and calculating 
materialism’ (Loacker, in Koppetsch 2006, 198). Loacker’s research (2013, p. 137) with 
regards to the European context further shows an ongoing acceptance that ‘the very low 
salaries and the status of permanent insecurity are the price artists believe they must pay for 
their individual “autonomy” and the chance of “thinking, acting and being different(ly)”’.  
Such anomalies point to contradictions in an artist’s self-concept which hybridises 
apparent core values and beliefs with the pragmatic realities of the CI environment in which 
they now have to work. Yet, according to Boon, Jones and Curnow (in Loacker, 2013, p. 29), 
‘the “enterprising up” of the art field’ and its artists ‘cannot erase the critical and subversive 
potentials, the creative forces and the ethical-aesthetic dimensions of the arts.’   
 
The ‘happy artist’ paradox 
Given the considerable challenges and indeed frustrations for creative industries art-
workers, why has research shown that artists tend to be more satisfied with their work than 
non-artists? In a study by Steiner and Schneider (2013) artists ranked their job satisfaction 
tenth of eighty-one occupations, despite most artists sustaining a high level of unemployment, 
combined with poor renumeration when employed, and consequently spending large amounts 
of time in non-artistic part-time jobs rather than concentrating solely on their art, as 
demonstrated earlier.  
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The findings of this research, which comprise multiple studies, will probably not 
surprise us. Blurring work and pleasure, newly espoused by the creative industries, has long 
been accepted in arts practice. The attractiveness of working in the arts, according to the 
Steiner and Schneider study (2013, p. 226) include: 
the variety of the work, a high level of personal autonomy in using one’s own 
initiative, the opportunities to use a wide range of abilities and to feel self-
actualized at work, an idiosyncratic way of life, a strong sense of community, a 
low level of routine, and a high degree of social recognition for the successful 
artists.  
The study also concluded that artists are ‘risk-loving’ and enjoy more job variety, 
greater independence and more in situ professional development, compared with many other 
professions. Of significance, they found the outcomes, if not the incomes of their endeavours, 
highly rewarding (ibid, pp239-242). The above traits are also associated with adaptability 
which goes some way to explain the dexterity of many professional artists when juggling 
contradictory expectations as they play with ways to survive and challenge the new status quo. 
 
Current context for innovation in performing arts practice: emerging technologies and 
social media 
Apart from the ‘happiness’ factor attributed to artists when pursuing their primary career 
goals, there are other benefits in the changed landscape of the performing arts, predominantly 
brought about by digitisation and social media, as well as interactive technologies. These 
include pursuing the rich potential in combining live and digital platforms in presenting work, 
and accessing varied platforms for creating and distributing work. At the same time, on-line 
open structures for managing, supporting and marketing both the process and product of 
creative works, provide the mechanism for artists to maintain direct control over the branding 
and imaging of their ‘products’, countering to some degree the negative aspects. 
 
In terms of technological innovation, dance and music have been at the forefront of 
emergent interactive environments in sound, motion capture, telematics, robotics and other 
settings in which performativity plays a role. As early as the 1980s seminal choreographer 
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Merce Cunningham worked with Microsoft to create a choreographic software tool Lifeforms 
(Copeland 1999) and later used motion capture techniques in his 2000 work Biped. The now 
widely-used interactive real time media system Isadora was invented and developed in the 
early 90s by composer / media artist Mark Coniglioin collaboration with choreographer 
/dancer DawnStoppielloand their company Troika Ranch 
(http://www.troikaranch.org/artDirectors.html). Currently dance researcher Kim Vincs and 
choreographer Garry Stewart in Australia are using 3D real time interactive motion capture 
techniques in live performance, with the ability to tour such works as systems become more 
mobile (http://www.deakin.edu.au/research/stories/2014/08/25/high-culture-gets-the-motion).  
Such innovative works gain exposure through touring /distribution opportunities via an 
international growth in festival culture (both live and digital), which has provided a boost to 
attendances as well as increasing opportunities for international collaborations. These 
performances and collaborations are accompanied by a strong social media presence in terms 
of tweets, images and digital footage to create awareness, excitement and on-line discussion 
about forthcoming performances and events. This in turn encourages an educational aspect to 
the plethora of information provided around the making, reception and discussion of the artist 
and their work; operating largely in the more participative cyberspace of blogs, citizen 
journalism, posts and likes.  
 
The rise of the ‘prosumer’  
The flip side for professional artists to a positive re-engagement with audiences and 
peers via multiplatform and interactive technologies and on-line discussions is the DIY and 
‘selfie’ culture. Termed by Axel Bruns (2008) as a ‘prosumer’ culture, digital on-line 
products are created and produced by those formerly seen as consumers of art or audiences for 
art. The previous demarcation between professional and amateur practice and outcomes has 
become blurred, seen by the phenomena of YouTube and Vimeo where professional artistic 
works are placed alongside side millions of self-made and self-promoted digital videos. The 
resulting unmediated eclecticism poses a potential threat to the professional artist competing 
with often untrained or self-taught practitioners who are commanding time and attention in 
the same digital space.  
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There are consequences to what appears a narcissistic tendency for self-absorption in 
communicating relentlessly to the world and each other through on-line social platforms. This 
tendency has arguably usurped a central role of the artist in society: that of providing a 
differentiated and often critical lens through which to view and challenge the way we, as 
fellow travellers, see and know the world. Whilst the former espouses shallow and instantly 
gratifying experiences, the latter aspires to a more profound and meaningful exchange. At the 
same time meaning, message, method and delivery have never been more integrated, which 
on the positive side allows artists to engage with a dynamic hybridisation of creative practice 
in terms of approaches to performance and art-making.  
 
Partnerships and transdisciplinary practices 
Concomitant with the ubiquity of on-line and networked communication and its radical 
transformation of the socio cultural/political as well as educational landscape is the rise of 
transdisciplinary practices and strong community engagement across previously discrete 
sectors. For many artists and their work, this has brought about a revitalisation and expansion 
of their practice, often out of necessity, but increasingly out of preference. Artists’ skills are 
increasingly being sought after in collaborative cross-disciplinary projects with the health, 
science, aged care, disability, youth, and environmental industries.  
Sometimes cross-disciplinary projects are designed as tools for greater awareness of 
issues, such as Dance Science Week held in Australia (and doubtless many countries). In 
other projects research collaborations involve artists and scientists working together to 
advance knowledge using performative as well as theoretical tools. For example, dance and 
music have a history of working with cognitive and neuroscience to better understand how we 
think in action (deLahunta 2012, Mason 2009, Stevens & McKechnie 2005). As well as 
extending the work of artists into new domains, such collaborations increase the profile and 
perceived value of the arts and create expanded possibilities for partnerships in the scientific, 
health and community sectors.   
 
The importance of place – cultural spaces and creative clusters  
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Whilst the coming together of art and science may still be an uncommon occurrence, 
there is no doubt that the information age and its influence on the ‘knowledge economy’ has 
enabled a growing overlap of previously separated areas of human activity and work practices 
in a transdisciplinary world. Playing in virtual spaces and across disciplines has also impacted 
on the real spaces in which we now live and work; bringing about a change in how artists use, 
interact with, create and at times subvert, their sense of place.  
In the early 2000s creative industries evolved the concept of ‘creative cities’ and 
‘creative clusters’ as designated art and cultural hubs, often in former warehouses and 
buildings and vacated industrial estates, in order to revitalise cities and provide a creative 
environment for its mainly urban workers (Cunningham 2012, Landry 2000, Florida 2008, 
Keane 2009). For example, in Beijing the purpose-built Hua Ya Arts Centre in Dongcheng 
District, houses the Beijing Modern Dance Company as well as an experimental theatre, a 
larger theatre, restaurants and offices, producing the first Beijing Fringe Festival in 2010 at 
which I met highly networked young artists and producers. A less glamorous alternative, run-
down space near the old quarter of the city, Penghao Theatre, is another site for writers, 
directors, choreographers and actors to gather. Into this mix are the more common and well-
funded government conversions of disused buildings on the outskirts of the city such as 798 
Art Zone, a cluster of mainly visual and installation artist studios and shopfronts. 
By 2012 Taipei had created eleven creative clusters together with a published guide 
book, of which two, Spot and Lane 20, are housed in historical buildings and alleys around 
Zhongshan Shuanglian. Although these examples focus on a film museum and Taiwanese 
designer crafts and fashion, there are also theatre clusters (including street arts) to ‘provide a 
better environment for creatives’ and to encourage ‘storytellers, performers and filmmakers’, 
according to Dr Liou Wei-Gong, Commissioner of Department of Cultural Affairs, Taipei 
City government (2012). 
Asia, in particular, has embraced the creative cities concept which is also prevalent in 
the United States, UK, Australia and New Zealand. Although reflecting regional cultural 
differences, government policy emphasises ‘a more place-based cultural planning approach, 
which concentrates on developing the arts, culture, and heritage at the local level as a 
springboard for community development‘, where ‘artistic activity rooted in specific 
communities’ is promoted as a means of empowerment and improvement for existing places 
and populations’ (Grodach, 2011, p. 76). 
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The models above by no means represent a single approach to invigorating cultural 
activity in our cities and thus providing a place for artists to insert and adapt their practice.  
Grodach (2011, p. 22) identifies four types of art spaces and their roles as:  
 Artist cooperatives: established, managed and owned by artists collaboratively, 
embracing the idea of an artist’s ‘salon’. 
 Arts incubators: low cost infrastructure and space providing assistance and a place to 
gather for support / advice and to encourage professional development through 
mentoring, peer review and discussions. 
 Ethnic-specific arts spaces: for culturally specific presentations to engage particular 
cultural communities and activities. 
 Community arts or cultural centres:  multifunctional and multidisciplinary, focusing 
on consumption rather than creation. 
Unfortunately, as Grodach (2011, p. 79) points out: 
Art spaces, irrespective of type, are often forced into areas where it is difficult to 
attract compatible commercial activity; and when they do receive public support, 
it may be because the city wants to fill a vacant building, not necessarily to 
support artistic development. 
This appears to be true of the Kuala Lumpur Performing Arts Centre which, though 
impressive and well set up, is somewhat out of the way, has no easy access via public 
transport and is hard to find for those not ‘in the know’. Anecdotal evidence points to artists 
already exiting policy-backed creative arts clusters, perhaps because they are policy-driven. 
This arguably results in some hubs or precincts feeling ‘contrived’; through benevolent social 
engineering rather than an accommodation of unpredictable and organic creative processes. 
On the plus side, well-functioning multi-arts spaces provide interdisciplinary 
opportunities for interchange in an environment that encourages ‘collaboration rather than 
competition’ and exist in a social context which ‘is critical to artistic production’, thus 
building and maintaining ‘peer networks and a shared identity’ (Grodach, 2011, p. 81). 
Although cross disciplinary opportunities arise from being embedded in arts spaces, Grodach 
claims that they do not necessarily assist in ‘establishing career networks that lead to 
employment in other, related fields’ (ibid, p. 82) nor do they ‘build bridges to other cultural 
economy sectors’ (p.83). 
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Dancing through the complexities of the current CI context  
From this brief environmental scan of current trends in a creative industries context, it is 
clear that performing artists are expected to navigate complex and often contradictory 
pathways, acquiring an ever-expanding skill set in an effort to create work that is socially and 
culturally relevant as well as economically viable. In dancing through these complexities 
there are considerable challenges, including finding time and space to maintain core artistic 
skills and creative, imaginative ‘play’, whilst proactively positioning oneself as a 
‘culturpreneurial’ brand that is cognizant of market demands for ‘product’ and simultaneously 
attends to logistics, administrative, financial and compliance requirements. The balancing act 
of being collaborative and yet remaining competitive is further intensified by the blurring of 
professional and amateur activity in a ‘prosumer’ environment – on line and off.  
Despite these realities and the continuing situation of poor returns for a highly skilled 
and flexible sector, artists can and do avail themselves of the increased opportunities afforded 
through engagement with current and emerging technologies, transdisciplinary projects, and 
urban or regional renewal spaces which embrace clusters of artists, designers and other 
‘creatives’. 
In order for artists to negotiate both the challenges and opportunities afforded by the 
creative /cultural industries, it is clear that a positive, pro-active approach is essential which 
draws on those traits identified as artist core strengths. Aside from a high level of specialist 
skills and training, the key attributes for arts have been demonstrated as adaptability, 
discipline, resilience, problem-solving, working collaboratively and autonomously, attention 
to deadlines, and most of all imaginative and creative conceptualisation and implementation 
of projects. 
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